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The purpose of the thesis is to explore the poetic
and evocative moods which can be developed from subject





The materials used for this thesis project are acrylic
1 2
polymer emulsion and unsized white duck canvas. Polymer
was chosen for the purpose of achieving flat circumscribed
areas of paint, and to minimize interest in the surface
within a color area. Canvas was picked to help break up the
light hitting the surface, and add to the flat mat effect of
the total painting.
The original ideas for the thesis paintings have been
set down very roughly, in small pen-and-ink drawings, and
over several
months'
time. Often these are done as a spur-
of-the-moment thing when I pass subject matter that reflects
an idea I am already considering. They are set down without
much line detail, but often with elaborate color notes.
Sometimes value- scale notes are used, or the two in combina
tion. Reproductions of these sketches can be seen in a later
section of
"Illustrations." There are no secondary sketches
or paintings as this seems to deaden my interest and initiative
Liquitex Acrylic Polymer Emulsion Artists' Colors, made
by Permanent Pigments, Inc., Cincinnati, 12, Ohio.
2Unbleached duck canvas, from Nusbaum's, Rochester, N.Y.
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in the final painting. Any redesigning or repainting neces
sary is done directly on the final canvas. When trying ideas
in a small painting first, I find the finished painting is
apt to become simply a rehash of the intermediate step, thus
spoiling my chance of readily adapting the image to the final
scale.
The stretcher frames are built, and the canvases
stretched, to the proportion of the small sketches, with the
exact size becoming an important issue. This procedure has
distinct working disadvantages. Sometimes the enthusiasm
with the idea doesn't last through the process of getting a
canvas ready to begin the painting. I struggled with this
handicap because of the importance to me of the concept of
size, which I will discuss later.
Previous paintings of this series were done on canvas
prepared with a liquid plastic, Rhaplex ac-55 made by Rhom
and Haas. This can be ordered with a choice of percentages
of water added.
The canvases for the current paintings were stretched
and sized with prepared wet Liquitex Gesso, The gesso used
in some of these canvases was thinned to contain 1/4 to 1/3
water, allowed to dry, and lightly sanded, A second coat was
then applied, and also sanded very lightly with fine sand
paper. On the remaining canvases, a single undiluted coat
of gesso was applied, and later lightly sanded.
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Variations of ground and its treatment were tried be
cause of the fantastic length of time consumed in trying to
achieve a smooth painted edge to a color area if the canvas
ground was too rough. Repeated brushings in two directions
were required to fill in the surface to achieve a sharp line.
Conversely, in repainting areas for a color change, if the
surface was too smooth the canvas texture was lost, making
the paint harder to apply, and the finished surface less
agreeable.
To transfer the drawings, the prepared canvas was
marked off in squares (for example, five- inch squares were
used in Windows, for the sketch transfer; for another example,
see working sketches of Clouds and Doors, in the section of
illustrations). Drawings were carefully laid out with a
straight edge.
The paint itself was brushed on flatly with the addi
tion of a little water, and sometimes with a few drops of
Liquitex Matte Medium.
In the early paintings of this series I had tried
taping the edges, but found that this presented a distraction
in judging color relationships, and relative size of color
areas. The matter of edges will be treated further under
"Discussion of Individual Paintings: Windows .
"
Certain properties specifically inherent in use of
acrylic paint had to be considered. It dries much darker
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than it appears in a wet state. Allowances can be made for
this change, though not always successfully. It is more
confusing when the paint dries in a totally unpredictable
way. This sometimes happens, and may be due to the settling
of certain colors of the mixture in relation to the other
colors of the mixture as it dries. This means disposing of
this color and trying again, hoping to arrive at the desired
hue from a new combination of colors. Such surprises add to
the problems of duplicating a mixture when desired.
With the idea of being able to pin down this elusive
color change, I kept a notebook of
"recipes"
during my first
painting of this thesis, Windows . With this method it might
become possible to attribute this change to certain colors
in a mixture. Equally, this was intended to be a means of
reproducing a mixture if I wished to reuse it. For identi
fication of a color mixture, a rough outline was made of the
shape of a particular area or areas in which it was used.
The colors were listed beside it according to the predomi
nance of amounts used in the mixture.
This led to the following extraordinary episode. A
time came when I wished to change the color of an area and
duplicate that of an adjacent section. The notebook was
consulted, recipe chosen, mixture mixed, and color quality
of mixture duly noted. It was close, but not up to exact
specifications. At this time I recalled that there had been
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a little black in the original mixture which apparently had
carelessly escaped the record. Sure enough, this was nearer
to the original dull brick- like color, but still, not quite!
I added a bit of two different unlisted brighter reds. It
seemed too close to quarrel about, so I applied it. Result- -
pretty fair. Sometime later, when looking over this inimi
table notebook, I couldn't believe it. Wrong page? Wrong
area? Wrong note! The recipe for a neutral gray beige had
made a lovely dull brick tone.
Persistent color problems arose because of lack of
opacity, especially in greens. Resolution at this point
consisted of removing some greens, graying others and adding
white, and restrained deliberate use of transparent greens.
Liquitex'
s undesirably cold black became useful. By simply
adding white, I used the resulting cold gray for a progression
of shades. I used these shades to play against other neutral
grays.
One inadequacy of acrylic paint its lack of ability to
retain color quality with the addition of white-- led to a
change of emphasis, which will be discussed under Windows.
Research
My research began with visits to the following galleries:
^The color was remixed according to correct note, and
was practically an exact match.
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The Museum of Modern Art, New York; Albright-Knox Art
Gallery, Buffalo; The Solomon R. Guggenheim Museum, New
York; and the Metropolitan Museum of Art, New York. I pur
posely chose museums rather than confining my work to
libraries. It was important to me to know my own reactions
to these paintings, rather than working from someone else's
interpretations .
My intent was to research any painting, the content
of which seemed to be mood. The precise type of mood was
intentionally not predetermined. I systematically walked
through the museums and observed every painting in order
not to miss any painter's concept of mood, regardless of
whether it was the type of mood I myself might wish to depict.




index cards. On these I systematized what I felt to be
important information for my particular purposes. On each
card I put the name of the gallery where the painting hung,
the artist's name, nationality, name of painting, date, and
estimation of approximate size, with a small diagrammatic
sketch of the painting on the left side. Next to this was
listed what I considered to be the most obvious elements of
the painting. Of these elements, those which seemed most
pertinent to derivation of mood were checked (/) , Examples
of these index cards are to be found in the group of illus
trations, page 42.
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While working on the sketches, I was
surprised that,
small and rough as they were, they caused the paintings to
be more meaningful. Also unexpected was the frequency with
which it was possible to pull out and identify some of the
nebulous factors that helped influence the mood.
As this process went on, I added other cards on which
I made specific or general observations. Upon completion of
this study, some 80 cards and statements had been assembled
for evaluation. These immediately highlighted quite a vari
ety of methods used by different painters to achieve effects
of mood, some unexpected.
When I proposed in my thesis to explore the possibili
ties of evoking mood from subject matter, I had been afraid
that I might fail altogether to do so. Now I was concerned
lest, in assembling information, the method might degenerate
into a gimmick. I didn't want to contrive a cheap formula
from someone else's solution. To keep from unconsciously
copying these findings, I set them aside at that time, and
have only now gone through them for more careful study. I
find them more valuable than I had anticipated.
The following are some of the factors repeatedly found
and checked: ruins, nostalgic subjects, water, reflections,
precision of outline (sometimes geometric), at other times a
lack of definition, geometric divisions, distance, silhouettes.
shadows, emptiness, simplicity of treatment, ambiguous light,
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ambiguous scale or perspective, the unexpected, deep or glow
ing colors with a small amount of white (often a moon),
limited palette, close color relationships, at other times
decided color and shade contrasts, flat color areas, womb
like shapes, and see- through areas.
Of these, the factors that seem to tie in most closely
with my own paintings are: precision (often geometric),
geometric divisions, emptiness, the unexpected, deep colors
in closely related shades with a small area of white, close
color and value relationships, often in middle tones, and
open see- through areas.
The following painters are listed because their work
was included on the cards assembled as I perused the gal
leries. They were in no other way a chosen group.
Balthus Paul Klee
Max Beckman Oskar Kokoschka
Eugene Berman Walt Kuhn
Emile Bernard Wilfredo Lam
Albert Bierstadt Fernand Leger
Peter Blurne Rene Magritte
Georges Braque Henri Matisse
Stuart Davis Piet Mondrian
Giorgio de Chirico Giorgio Morandi
Paul Delvaux Pablo Picasso
Maurice Denis Odilon Redon
Andre Derain Henri Rousseau
Edwin Dickinson Pierre Roy
Richard Diebenkorn Albert Ryder
Arthur Dove Karl Schmidt
Marcel Duchamp Honore Sharrer
Louis Eilshemius Sasson Soffer
Lyonel Feininger Niles Spencer
Roger de la Fresnaye Joseph Stella
Morris Graves Yves Tanguy
Edward Hopper Vincent Van Gogh
Edouard Vuillard
9
The following artists from this list had particular
interest to me in this study: de Chirico, Magritte, Morandi,
and Mondrian.
In this kind of painting, Peter Blume's work is an
example of painting planned with such obvious deliberation
that the impact is less than in other work which appears to
have kept something of the intuitive. Blume is so careful
to include every possible mood effect that .the painting sac
rifices interest to method. It is as though he would not
change anything that could represent his idea for the sake
of the pictorial quality itself. In The Eternal City, in
The Museum of Modern Art in New York, Blume uses pictorially
nostalgic elements, old ruins, perspective to accentuate
distance, exotic subject matter, meticulously painted
details, and unexpected juxtapositions. It is a dull paint
ing.
Infinitely more moving is a smaller Morandi, Still
Life, 1916, which hangs in The Museum of Modern Art, New
York. With all contrasts played down, and understated
throughout, it appears to be an extremely simple geometric
arrangement. Uprights and horizontals predominate. Its
subtle and limited palette contains almost all warm grays,
beiges, and browns. This quiet painting is very special.
Using dark, dull, related colors combined with a
small white area produces a mysterious feeling in a painting.
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I think the psychological effectiveness of such a white area
in a darker or duller group of colors may be connected with
twilight and a moon. This color effect is sometimes used in
de Chirico 's work.
Just as de Chirico 's subject matter recalls "the deep
perspective"
of mid- 15th-century Italians ("not for reasons
of plausibility or scientific accuracy . . . but as an instru
ment of poetic and philosophical
suggestion'.'
), his color is
a crisper, sharper version, and slightly displaced, of con
cepts of space representation from the 1500 's, that is, the
use of restrained neutral tones with brighter color for indi
vidual objects. Use of de Chirico 's coloration paralleled
this period even to the extent of his using only a limited
amount of blue. De
Chirico'
s personal use of color from this
period is seen in his brown-greens, sometimes closer to fore
ground, and sky becoming brighter beyond. Sky is often a
quite bright blue-green. Bright objects are scattered
^James Thrall Soby, Giorgio de Chirico (New York: The
Museum of Modern Art, 1955?), p. 4T7
5"By about the year 1500 . . . the autonomous repre
sentation of space now increasingly taken up, brought with
it 'a comparatively restrained and neutral tone, grey
brown in interiors and brownish green in landscapes, in
order to make the unity (of space) absolutely clear*;
moreover colour became a means of giving an effect of
relief to individual objects and so was isolated. The
inevitable result was that for a long time blue could not
be used as a universal basic colour in pictorial composi
tions." (Quoted material is from Theodor Hetzer, Tizian.
p. 27, Frankfurt am Main, 1935.) Kurt Badt, The Art cTE
Cezanne, Transl. by Sheila Ann Ogilvie (Berkeley and los
Angeles: University of California Press, 1965), p. 67.
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throughout the depth of his compositions. He also gets an
excellent effect from the sight of sky through one opening
which is itself seen beyond another opening.
Magritte is another who achieves special effects by
painting objects realistically. Some details contributing
to his effects are scale change, silhouettes, distance,
shadow, reflections, pieces of room in mirror, clouds in
strange places, breaks in surfaces (as cracks in plaster),
ambiguous space, and direction of object within a frame.
Excellent design concepts are shown in Mill by the





and quite realistic. There are
great small areas of color to skip about in, and in this
way it seems similar to his 1913 Composition in Brown and
Gray, which is geometric in form.
Big area divisions are seen to "make or
break"
paint
ings. Bonnard is a good example, His is a beautiful use of
paint, but also a beautiful use of spatial areas.
These observations are necessarily subjective, and
would not be the same for others. I do not see this as a
drawback, because their value to me lies in their relation
to my own work.
I was fortunate in also being able to see an excellent
exhibition pertinent to the ideas I sought out. This was
"Dada, Surrealism, and Their
Heritage,"
at The Museum of
12
Modern Art, New York, in May 1968. In looking at the group
of paintings from Dadaists and Surrealists, I was reminded
of a couple of
"surreal"
experiences common to many people.
They seem surreal only because of surprise juxtapositions
and the effect of an unexpected thing relative to the
expected--the
"surprise" that Lautreamont stressed. The
first such example concerns the experience of traveling by
train through small towns as the light changes in the late
afternoon or early evening. The apparent random pattern
of the people as they move at a "dream-
like"
pace which is
so different from your own, imparts a hypnotic and ethereal
quality to the space. My other example concerns the stylized-
looking purple mountains seen in the background of so many
historical murals in Mexico. This profusion of artificial-
looking mountains surprised me, until I realized that
stylized- looking purple mountains were the natural backdrop
to everything in Mexico!
My reading material was assembled partly from sug
gestions made by my thesis advisor, Professor Phil Bornarth.
He also mentioned the names of particular artists whom I
followed up, and he made himself available for general dis
cussions which proved of great interest. Some of the
painters we discussed were Piero della Francesca, Edward
Hopper, Charles Sheeler, Georgia O'Keeffe, Matisse, Mondrian,
Magritte, Morandi, and de Chirico. Books, periodicals, and
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exhibition catalogues used are listed in the Bibliography,
and specific quotes are included in the text and in Appen
dix A.
Another type of research done in preparation for my
paintings was to look at a broad variety of paintings,
drawings, and photographs of architecture, partly to get
a feeling of the main mass and line of a building versus
the ornamentation. Buildings as portrayed in frescoes
from about the 13th to the 15th centuries ranked high in
interest.
Various opinions of the relationship of mass to deco
ration in architecture were followed in my reading.
Ruskin wrote at length on the importance of sculpture
and painting to architecture. In The Seven Lamps of
Architecture, he wrote:
The fact is, there are only 2 fine arts possible to
the human race, sculpture and painting. What we call
architecture is only the association of these in noble
masses, or the placing of them in fit places.
Again:
Under these limitations, then, I think that perfect
sculpture may be made a part of the severest architec
ture; but this perfection was said at the outset to be
dangerous. It is so in the highest degree; for the
moment the architect allows himself to dwell on the
imitated portions, there is a chance of his losing
Kenneth Clark (ed.), Ruskin Today (New York: Holt,
Rinehart, and Winston, 1964), p, 228. Quoting from
Ruskin'
s
The Seven Lamps of Architecture, Preface to 2nd ed. , Para
graphs 2 and 6-7.
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sight of the duty of his ornament, of its business as
a part of the composition, and sacrificing its points
of shade and effect to the delight of delicate carving.
And then he is lost. His architecture has become a
mere framework for the setting of delicate sculpture, -
which had better be all taken down and put into cabinets.
The Alhambra, in Granada, Spain, is an example of a
building that has often met with hostile criticism. It has
been considered over-ornamented, and it has been called a
stage setting because many of its arches and domes do not
offer support but are themselves upheld by the functional
elements of the structure which they mask. Others disagree
because of numerous flat surfaces, unadorned walls, square
corners, and clear volumes. The Spanish architects in their
"Alhambra Manifesto" of 1952 pointed out that it had, in
fact, an extraordinary "sense of functional
architecture."
My particular interest in the Alhambra stems from
two visits to it. I found it one of the most beautifully
designed buildings it has been my pleasure to study.
"Study"
may be a poor word, because I realized later that, despite
my especial interest in architecture, I left without ever
once being conscious of the fact that its arches were not
functional. They frame the landscape in a way to make one
feel that all landscapes should be viewed that way. This
could be considered almost too
"precious," but when it
succeeds this well, anything becomes
"right."
^Clark, Ruskin Today, p. 230. Quoting from Ruskin' s
The Seven Lamps of Architecture, Ch. IV, paragraphs 31 and 34,
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It is perhaps the most decorated building I've ever
seen, but the decoration is confined to set areas which
rather emphasize than detract from its design element. I
felt its proportions and textures presented never- failing
variety and changes of scale and shape. The decoration
of an area was often in the nature of an all-over pattern,
and lent to the surface an interest that could be equated
with color. The delicacy of the interior patterns within
their mainly rectangular areas are a contrast and a comple
ment to the exterior.
The outside mass of the building was clean-cut and
extremely simple, with towers and walls presenting a strong
light- and- shade pattern of horizontal and vertical forms.
In certain light conditions, the ground seems to continue
up into the shade of the forms and the sky down into the
light forms. The two meet as an angular horizon line.
The Alhambra is a beautiful balance of formal mass
and line, architecture and painting, dark and light, and
altogether perhaps the most beautiful building complex I
have ever seen. And it comes complete with its own highly
evocative mood. It is in large part responsible for my
present concern with architecture in painting.
Could it be that the Alhambra was the prototype for
Coleridge's Kubla Khan? (Although my research did not
turn up a direct connection,
it seems to me highly probable
16





Contemporary architecture has of course stressed the
functional aspect of form. This subject presents a wide
selection of viewpoints for consideration.
DEVELOPMENT OF CONCEPT
Formulation of Ideas: Image to Abstraction
In an immediate sense, it all began with the material,
the acrylic paint.
As far back as I can remember, I have found myself
looking at segments of my surroundings, the form and color
of which seemed almost completely satisfying to me. I wished
to present my environment as made of these segments, each a
shape refined to do the utmost in creating a memorable whole.
With these forms I wished to build a world.
My preoccupation was with the idea of a representation
so absolute that it could appear to be a formal arrangement.
Arranging the spaces so (formally) would allow the painting
to be read as an abstract composition at the same time that
the object-identity in an absolute sense was retained. Addi
tional clarification of this idea can be found in Appendix A,
pages 64-65, where there are references which have been made
to this subject by other painters and authors.
To project this vision required an economy of means,
the deletion of extraneous clutter. The "painterly tech
nique"
seemed to be merely a cluttering process, obscuring
the clearcut forms. At the time I was not quite aware
17
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enough of this to pinpoint it for my use, though I
knew the
presentation had to be more simplified.
The two painters whose work I particularly admired at
that point were Edward Hopper and Georgia O'Keeffe. These
artists seemed most nearly to have stated a view
of the visual
world corresponding to my own. What I
felt I was seeing when
I looked around at the world were large, simple areas which
could appear equally to have been put together for their
formal appeal or to be a straightforward slice of naturalism.
Though appreciating Hopper and O'Keeffe, I was unsuc
cessful in trying to put this down in paint. Mainly, I felt
my lack of success to be due to lack of a material and tech
nique suitable to this intention. A statement in this vein
in a reference made by Edward Hopper in 1930 may be found in
Appendix A, page 69.
I realize now that what I sought was a balance between
formalism and representation, which in itself contains a
certain evocative mood. I admired Hopper and O'Keeffe,
Sheeler, Andrew Wyeth in certain paintings, Matisse, and
others, all of whom had found ways of accomplishing this
balance.
None of the ways in which I tried to achieve this goal
were suitable to me. The details were a necessary part of
the whole as it presented itself to me, but in my use of
them, they became too representational.
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I continued to experiment with this idea in line
sketches directly from nature. At one time these sketches,
from which paintings were never made, took the form of a
series of barn facades, almost totally filling the hori
zontal format. These became carefully-planned imaginary
paintings, but no more than that. Actually, I didn't be
lieve I could carry the idea into a painting, but I could
not give up the project. Another series involved "ground-
scape"
forms, often visualized while driving through the
countryside. Not infrequently these pen or pencil sketches
were done in outline form, usually only several inches across.
Sometimes they were sketchbook size with shading to designate
area value.
These problems seemed solved when I experimented with
acrylic paints. I finally had, all together, the necessary
elements for my present thesis: my urban environment, my
old concept of using segments of my surroundings, and the
material to facilitate their use.
Formulation of Ideas: Image to "Reality"
Though my original idea was not tied to a particular
degree of abstraction, for purposes of this thesis I proposed
to retain the subject matter more nearly intact in order to
use it as a help toward evoking a mood, it being an excellent
tool for this purpose. Subject matter itself has a psycho-
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logical factor which adds to the possible effect I wish to
obtain from these paintings. An example is a man-made
environment from which man is absent-- an absence which
dramatises the fact of man's existence.
An important point in the concept of the present
project is to achieve an equal balance between literal
subject matter and completely formal abstraction, as found
in the work of such artists as O'Keeffe and^ Sheeler; there
is a kind of poetic mood to be found in such a balance.
General reading in Appendix A will show the correla
tion of my feelings and ideas of others brought out in
various texts.
Geometry and Architecture
Verticals and horizontals are the lines and forms to
which I always return. The continuity in their repetitive-
ness, and the variety to be obtained merely through spacing,
have great appeal for me. Their essence of structured
reason, or perhaps the feeling of a situation resolved,
attracts me.
One of the problems I set myself was that of arbitrar
ily placing geometric divisions at set intervals, and making
the painting behave as though these divisions had been freely
movable. The necessity of solving such problems adds extra
interest in my work on the painting.
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Interest in geometric forms and "metaphysical
geometry"
played a large part in de Chirico' s early work. De
Chirico'
s
mystical concept that geometry has emotive power reflects
the feelings of the German philosopher, Otto Weininger.
Besides interest in the vertical and horizontal line
in its own right, these forms, indicating man-made things
without people, convey a feeling of loneliness. Perhaps it
is just this man-made essence of line that de Chirico feels
when he speaks of the emotive power of architecture.
Architecture has long been a prominent subject for
paintings. It implies a "sober, classical scaffolding of
the external
world."8
Friedrich von Schelling, in his "Philosophie der
Kunst,"
referred to architecture as "music in space, . . .
a frozen
music."7
Architecture as subject matter is natural to me,
having always lived in an urban environment, and it is
with this subject matter that I seek to evoke a poetic mood.
Throughout a good part of his early Parisian career,
de Chirico was devoted to the painting of architecture.
"Architecture complements
nature," he later wrote. "This
^William S. Rubin, Dada, Surrealism and Their Heritage
(New York: The Museum of Modern Art, 1968), p. 40.
9"Since it /architecture/ is music in space, as it were
a frozen music . . . from "Friedrich von Schelling, "Philos
ophie der
Kunst," in Bartlett's Familiar Quotations, p. 576.
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marked an advance in man's understanding of metaphysical
discoveries."1^ In another issue of Volari Plastici, de
Chirico wrote, "In the planning of cities, in the archi
tecture of houses . . . are the very foundations of a great
metaphysical
esthetic." He also wrote of "the tragedy of
serenity."11
James Soby writes, "It is no accident, of course,
that de Chirico has repeatedly expressed his admiration for
Poussin and Claude two artists for whom the lyric and asso-
1 o
ciational virtues of architecture were a consuming
passion."
De Chirico further wrote, "In Giotto, too, the use of
architecture is highly metaphysical. All the openings doors,
arches, windows while closely related to the figures, induce
a foreboding of cosmic
mystery." ^
iOGiorgio de Chirico, "II senso architettonico nella
pittura
antica," Valori Plastici, Vol. II, Nos. 5-6, Rome,
May-June, 1920, p. 59. In Soby, Giorgio de Chirico, p. 40.
^Giorgio de Chirico, "Sull'arte metaphjlsica,
" Volari
Plastici, Nos. 4-5, Rome, 1919, p. 17. In Soby, loc. cit.
12Soby, loc, cit, , footnote: "De Chirico' s enthusi
astic opinion of Poussin and Claude is expressed in his 2
articles in Valori Plastici, 'Sull'arte metafisica' and 'II
senso architettonico nella pittura
antica.'"
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de Chirico, "II senso architettonico . . . ,
"
p. 60,
In Soby, p. 38.
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Size
The proportion and size of my paintings has always been
extremely important to me, to the extent
that I usually stretch
and prepare the canvas for a painting after I know the
content
and how I will handle the composition.
Due to difficulties inherent in this method, I have
argued with myself that as long as the proportion remains,
why insist on a precise size?
But there seems to be a singular size reference in my
mind for the form and color intended, and sometimes for the
subject matter itself. Sometimes the size is extrapolated
from the size of a single color area or object within the
painting.
My aversion to seeing a mid-sized working model may be
connected with this feeling of size importance.
There is a point in the "felt size" of a projected
painting when it becomes, in a different way, environmental
(i.e., the viewer becomes part of the environment of the
painting, rather than the painting being part of the environ
ment of the viewer). If the feeling of the painting is in
this direction, the size becomes a precise entity, though
still with regard to the entirety of the painting rather than
as an entity unto itself. The importance of this size factor
is that, at this point, the spectator's role changes into a
different type of participation.
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In his film Ballet feechanigue (1924), Leger recognized
this and anticipated the technique of Pop Art:
... to isolate the object or the
fragment of an
object and to present it on the screen in close-ups
of the largest possible scale. Enormous
enlargement
of an object or fragment gives it a personality it
never had before and in this way it can become
a...
vehicle of entirely new lyric
and plastic power.
Lawrence Alloway spoke of the "impact of
big- screen
films (from 1954 on)" as being related to that of large




He further quotes from the 1958 writing of Ralph Rumney,
a participant in an important English environmental show,
Place, held in 1959:
Bausch and Lomb have changed the painter's head, , . ,
closeups of faces six feet high on screens forty feet
wide; this is the stuff of which heads are
made."
14ia n6W Realism--The Object," The Little Review (New
York), Winter, 1926, pp. 7-8. (Written in December 1925.) In
Lucy R. Lippard, Pop Art (New York and Washington: Frederick
A. Praeger, 1966), p. lb in introduction.
^Lawrence Alloway, "The Development of British
Pop,"
in Lucy Lippard, Pop Art, p. 46.
^Alloway, o. cit. , footnote to pp. 51-52:
"Ralph Rumney, 'The Shape of Heads to Come', typescript
written for Number, a magazine of
artists' texts that





The idea of participation in the environment within
the painting is important to me as I determine its size, and
as I paint it. In Tree, for example, I would like to feel
that by bending my head slightly I could walk under its
branches. Or, in Clouds, could I stand before the door and
be part of its environment?
For this reason, where and how the painting hangs is
also important. The larger the painting is (within the
size reference in which I am working), the more important
this becomes. For instance, I would like Doors to hang on
a wall of a large building, being seen from different angles
and distances, also possibly through other doors.
I would like to see Clouds and Tree larger- -maybe to
repaint them larger and compare them with the present ones;
then again perhaps to see them as an entire wall.
John Ruskin wrote on the impressiveness of "mere size":
Mere size has, indeed, under all disadvantage, some
definite value; and so has mere splendour. Disappointed
as you may be, or at least ought to be, at first, by
St. Peter's, in the end you will feel its size, and its
brightness. These are all you can feel in it--it is
nothing more than the pump-room at leamington built
bigger; but the bigness tells at last: and Corinthian
pillars whose capitals alone are ten feet high, and
their acanthus leaves three feet six long, give you a
serious conviction of the infallibility of the Pope,
and the fallibility of the wretched Corinthians, who
invented the style indeed, but built with capitals no
bigger than hand-baskets.
1/
i^Clark, Ruskin Today, p. 251. Quoting from Ruskin' s




The importance of manipulating the scale of objects
in a painting, and, in fact, how unconsciously this is done,
is shown clearly in a number of slides which I took in
Salamanca, Mexico this past spring. The subject matter was
man-made shapes, harsh architectural form, with plain un
broken areas of color-
-lonely,
isolated- looking places
appropriate for my thesis subject matter. But apparently,
in my thoughts of them as fodder for sketch .or painting, I
had, without conscious intent, included my own ideas of
changed relationships and scale. Of course, the camera had
simply recorded the straight unchanged image. These slides
were very disappointing, and very much less interesting than
the slides I took of the same area, but which I intended to
be viewed as slides.
Edward Hopper referred to this phenomenon:
When I did illustration I sometimes photographed the
model and used it instead of a sketch. Norman Rockwell
does everything from photos; they look it, too.
I once got a little camera to use for details of
architecture and so forth, but the photo was always so
different from the perspective the eye gives, I gave
it up.18
I think it is not "the perspective the eye
gives" that
is different from the photo, but what the mind perceives that
is different.
18Brian O'Doherty, "Portrait: Edward
Hopper," Art in
America, Vol. 52, No. 6, December 1964, p. 77.
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Color
The exploration of varying color relationships is a
crucial factor in my total approach to this series of paint
ings.
In the past, as now, my use of color has been based on
reality. Even so, this leaves room for considerable latitude.
At times my use of color has been deliberately dramatic, with
at least one color added for total
"surprise" in the grouping.
This was to appear as matter-of-fact understated coloration--
almost. Other times the color was set up with the intention
of stopping just short of shock a sort of game to see how
far unexpected, or downright discordant, colors could be taken
before they become offensive. Of course this is questionable
at best, because everyone's threshold for shock or distaste
differs.
Again the balance between the completely literal (real
istic) and the schematic (abstract) is important. Color has
this polarity, as does shape or drawing. (Hopper and O'Keeffe
use color in this manner.) The subject of balance between
opposites and its use was brought up in an earlier section,
"Image to 'Reality'", in relation to subject matter. The
literal sense of a color being attached to an object is per
haps more of a mental concept than anything such as red for
an apple or blue for the sky. Hopper and O'Keeffe stick to
limits in terms of how far one can venture from the central
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concept of drawing and color and still have the object. My
attention was called to comic strips as a good example (in
cluding a number of Pop artists) of literal subject material
in a highly schematic framework. What is eliminated from
most of this art is the traditional light and shade modeling
which tends to make forms more literal still. However, even
traditional light and shade systems have their schematic side.
At present my color is still based on objective obser
vation, but with more subtle emphasis. There are no extremes.
Combinations are now apt to aim for closeness rather than
contrast. Tone relations get top priority. Sometimes they
are pulled together for greatest effect. This can be close
ness of value, or related tones used together for greater
richness of color. Unusual intervals are sought between
colors for surprise. Variety is also found in contrasting
hardness and softness of edges between neighboring colors by
use of color-value changes alone. This is not a matter of
variation of handling or
"technique,"
and should not be
confused with my discussion of methods of applying paint for
sharpness of edge or contour as brought up in "Discussion of
Individual Paintings: Windows .
"
Mood can sometimes be evinced by this matter-of-fact
use of color.
In regard to color in specific paintings of this group:
In Windows I was very conscious of working for unusual color
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intervals. Clouds uses color expressively for emotional
response, and also builds strongly on a warm-cool relation
ship. Tree gets much of its effect by use of close color
values and adjacent related tones for richness in particular
areas. Doors achieves its depth by its alternating warm and
cold areas. It features a very muted color range with a
couple of accent colors.
The research which I did in museums directly, and
indirectly from reproductions, made me even more aware of
the uses of color as a means of evoking a mood.
Discussion of Individual Paintings
I proposed to finish three to five large paintings in
a formal, monumental style, to be done in acrylic polymer
emulsion on canvas. My purpose was to isolate the pictor
ial essence of the subject matter and to explore the poetic
border-line beyond reality, through use of subject matter,
I completed the following four paintings, listed in














Photographs of these paintings, also some showing changes as
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the paintings progressed, are included in the
"Illustrations"
section on pages 52-62.
Notes which were written as the work progressed will be




Windows, the first painting of this series, was begun
by applying paint to the lightest areas of the nest of build
ings on the left. After applying the first few colors, the
color combination suggested qualities of fresco painting, the
use of a high-key palette, and a close value relationship,
which I pursued. But it soon became evident that the in
tended color quality could not be brought about if white were
included. As soon as a nominal amount of white had been
added to a color, it lost its projected color quality, and
became a sort of ice-cream- soda color. This limitation of
acrylic color caused me to give consideration to the fact
that effect often rests more on value than on color quality.
To derive the greatest advantage from this situation it was
necessary to focus attention on presenting an interesting
variety of color despite this drawback, I particularly
sought unusual color intervals.
At this point, and at the suggestion of Phil Bornarth,
I investigated the frescoes of Piero della Francesca and
Masaccio, Frescoes had appealed to me because of their
simplicity and largeness of approach, and their color. In
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Fra Angelico's work I had found the line and color most
predominant. As I studied Piero' s frescoes, the color-shape
areas seemed to predominate. The color of the old frescoes
is beautiful, but is the property of the fresco paint, and
cannot be reproduced in other media. But one property of
color utilized by fresco painters can be realized in other
paintings, especially as they approach mural size: as one
moves away from a painting, one becomes more, aware of the
distinction between adjacent colors that are close in value,
whereas adjacent colors with greater contrast between them
seem more muted.
Color relationships within the painting became pro
gressively more important to me as I worked. In the left
side of the painting I worked for the sort of spatial
illusionism of the pre-Renaissance frescoes, and for the
effect of silence of the same. Pulling the light values
together heightened the feeling of luminous light and space.
The right side was intended to have less depth, to be more
stark and dramatic, and to be a foil for the deep atmos
pheric effect desired on the left. By manipulating the size
and color of an area and the adjacent colors (as in use of
warm and cool colors, and color intensity) the same color
was made to appear different in different areas. This
illustrates Michel-Eugene Chevreul's treatise "De la loi du
contraste simultane des
couleurs" ("On the law of simultaneous
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contrast"). This is made very obvious in the flat application
of color. A point in mind is the neutral color in the top
left and top right blocks. Against the pink sky on the right,
the color above it becomes darker and cooler. The gray verti
cal stripes from top to bottom of the canvas are combinations
of black and white (very cold in acrylics) in contrast to the
atmospheric quality of the softer neutrals on the left. The
use of this gray was treated in the "Materials and
Method"
section. I was able to use the transparency of the green to
heighten the effect of the stripes near the lower center of
the painting.
I decided in painting Windows that I preferred the
character of a brushed edge to the sharp edge of paint that
builds up beside tape. When I wanted two adjacent colors to
almost lose their definition, I smoothed, with the side of
my finger, even the edge of paint that the brush stroke had
built up between them. This smoother treatment of the edge
was used in Windows and Tree. Clouds and Doors were treated
in the taped- edge technique because the long, sharp edges
of these architectural subjects seemed to demand it. Though
the subject matter of Windows was architecture, it was
intended that it create the illusion of space, and so was
treated differently.
On coming across the following statement about certain
of de Chirico' s work, I found it surprisingly similar to my
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feeling about Windows:
It was with the art of the quattrocento that de Chirico
felt his closest affinity. As in Piero della Francesca
and Vecello, the foreground figures and objects in The
Philosopher's Conquest, The Double Dream of Spring, and
The Disquieting Muses occupy a frontal space that is
separate from the background which is treated as a foil
or backdrop. The High Renaissance continuity of space
through the middle ground, as in the mature Raphael, is ,
alien to him, as is its aerial or atmospheric perspective.
Kurt Badt spoke of "the special power inherent in freely-
related colors evenly applied, which had given the pre-gothic
paintings their magic.
"2^
I see Windows as a sort of image of American city
architecture, having the same lack of co-ordinated style as
a contemporary shopping plaza. But here it is distant and
unpeopled, with an untouched look which removes it from the
here and now.
Chinese Metaphysical Clouds
This painting, Chinese Metaphysical Clouds, was planned
to have colors in three values only, alternating warm and
cool combinations, and to be twice as wide as it is high,
with a light stripe down the exact center.
The central black strip was put in first, and was a
mixture of black, white, cadmium red medium, cobalt blue,
1^Rubin, Dada, Surrealism and Their Heritage, pp. 77
80.
20Badt, The Art of Cezanne, p. 67.
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acra violet, phthalocyanine blue, raw umber, and burnt umber,
to make a neutral black. The door is the same mixture.
The blue on the lower left corner and the violet on the
lower right were to be equal in value and the second darkest
shade-
-one cold and one warm.
The lighter blue to right of the central black, and
the lighter violet in upper left corner, were to be equal in
value, and the third deepest shade in the painting.
The narrow blue vertical stripe in center was to be
crossed by a narrow horizontal violet stripe of the same
value
.
If it became necessary for dramatic impact, I originally
planned to use a 3%-inch white border. By the time I got
to the narrow horizontal stripe, it seemed to
"feel"
white
a better solution than a white frame. It was painted to
approach but not quite touch the black verticals in order to
promote a feeling of tension.
The clouds were cut out of paper with scissors to give
a somewhat different look from that of a drawn line, and
they were then traced onto the canvas.
Upon completion, the values were measured with a light
meter (several times, for accuracy). The second-darkest
values were identical, and of the third values, the violet
of the left top corner was about 12 to 15% brighter than the
vertical blue to right of the center black vertical. (This
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is a third of an F stop difference on a camera.)
Clouds was a deliberate change from Windows in mood
and depth of tone. It seeks an emotional response through a
subjective and expressive use of color, symbolic of twilight.
The cooler, deeper and duller tones give vibrancy to the
warm white.
Clouds is primarily a balance between horizontal and
vertical, and warm and cool relationships. I find it simple
and balanced enough to be satisfying, while being ambiguous
and mystical enough to retain observer interest. It is
ambiguous not only with reference to the location of one
area in relation to another within the painting, but also
as to the "place" of the painting itself. I almost feel
that the whole thing floats, or that it might swell and
envelop one.
Tree
The plan for Tree evolved from the format of Windows ,
and as a counter-painting to it. As the area in the lower
left of Windows was surrounded by a geometric and architec
tural framework, and was set back from this frame and seen
through and beyond it, in a similar manner the same area in
Tree was seen through its surrounding foliage, a rambling
curvilinear line. But, similar as the situation appeared
at first, it proved to be quite a different problem. As
work on it got under way, it assumed the artificial appearance
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of a stage set. In shades of green, which were at first
prominent in the pattern of the left side, and with the tree
in a dark color, it seemed to be a trite stand-in for
the
real, a pseudo-romanticised and theatrical thing.
Eventually the painting was resolved by using a middle
tone on the tree, thus cutting down the contrast between the
tree and the colors in the lower part of the painting. It
now gets its effect of richness and dappled light to the
right of the tree trunk from the use of closely related
tones playing down from the tree to the foreground, with an
occasional vibrant note. This section of the painting is
ambiguous as to depth. The left side, as in Windows, gives
the impression of distance.
Presently I realized why this painting was so hard to
work with. I had been totally involved with the two previous
paintings, Windows and Clouds, for a month. Their orderly
horizontals and verticals represented to me reason and order
achieved. The meandering line of Tree no longer gave me the
logical structure of the architectural subject matter. I
could not that suddenly transfer my allegiance to this so
different type of problem.
As William S. Rubin states:
Verticality and horizontality are not so much the
properties of man as of the man-made world, the structured
environment that man creates in order to function with
maximum stability.
21
21Rubin, Dada . . . , p. 40.
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He later speaks of
an improvisational, meandering manner that implies
growth and change ... no longer the sober, classical
scaffolding of the external world of architecture.
The forms . . . multiply associations to physiological
and botanical processes, to sexuality, and, through
their very ambiguity, to
humor.22
This explanation is borne out by the fact that even now, all
who see the paintings like this one either best or least.
Doors
Doors has the most purely geometric form of all the
paintings of the project. The image depicted is a series
of receding doors. The color is light and in a muted range
throughout, with the exception of a small blue and an orange
area, and a black line. Its depth is achieved by alternating
warm and cold areas.
The major portion of the painting, which is also the
closest to the spectator, is done in relatively warm neutral
tones. Into this is set a vertical box outlined in a
neutral black. The section directly beyond the black edge
is an icy combination of white, gray, and blues. Through,
and beyond this again, is a series of the warmest and deepest
colors in the painting.
The direction of the painting is strongly vertical,
both from the canvas shape and the arrangement within. The
22Loc. cit.
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spatial insert is allowed to float with no tie to the floor,
and so could conceivably be a deep space in an undesignated
area.
Doors is muted and non-involving of people, with an
air of unreality rather like "Alice through the Looking
Glass."
This narrow vertical painting, so different in coloring
and direction from the horizontal Clouds, was intended to
round out the group of paintings.
As mentioned in the section on "Size," I would like to
see this painting hung on a large wall surrounded by a large
amount of space, so that it could be viewed from different
angles and distances.
The original sketch was done months before the actual
painting, in the Albright-Knox Art Gallery in Buffalo. When
I decided to use it as one of the paintings for my thesis
project, I went back to the Gallery and made a sketch on
tracing paper over my original drawing to clarify the details
in my mind. On my return to the studio, before starting the
painting, I made the second tracing paper drawing and planned
the details for the column. On this overlay I drew my lines
for use in transferring the sketch to the canvas. Thus the
three sketches reproduced on pages 49-51 represent the
original sketch and the two tracing paper versions of it.
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Frames and the Question of Varnish
My paintings often seem to me to assume a reality of
their own. Not wanting to limit their role to
that of a
painting rather than a reality, I preferred not to
contain
them within a conventional frame. For this reason I con
tinued them around the sides so that they would have a
physical depth rather than just a surface. The method of






from them, the wood backing gives a finish and an apparent
weight more in keeping with their size.
One problem of color still remains. When mixed with
water as I used it to retain its mat effect, acrylic is not
a durable surface. Whether to varnish this rather fragile
surface, thereby losing some of its mat finish, and possibly
causing a color change, is a decision yet to be made.
CONCLUSION
I believe I see only what I wish to see. It is
as
though my eye were constantly roving around, not primarily
seeing, but looking for something it
"wants"
to see, or,
more precisely, wants to acknowledge. Thus I see, already
resolved, what I would like to paint. In the same way, there
is an insistence, once this "seen
thing" has captured its
audience me--that it be done in a particular way, from the
choice of size down to the fine details. This I have tried
to do.
Within the framework of my thesis I could have worked
for a more abstract result. But it was more interesting to
me to see to what extent I could utilize abstract pictorial
qualities without losing the identity and feeling of the
subject matter. This left me free to develop an element of
poetic mood built on the subject matter itself, an oppor
tunity I did not wish to forfeit.
I believe I have been successful in presenting subject
matter with a consistent degree of abstract value throughout
this thesis project, and that I have succeeded in registering
an evocative mood, as well.
I am pleased with the color, which I feel has variety
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and shows use of different types of color relationships and
depths of tone.
Space and color manipulation, in a man-made
environment
without people, are the means I have mostly relied on to
produce a slightly unreal mood an "empty
unreality."
In the future I intend to pursue this idea, experi
menting with varied ways of using color, and with use of
deeper or not so deep space. The subject matter could, or
not, within the limits of my interest, evolve beyond the
state of being recognizable.
Most of the forms I've used are architectural, and the
use of acrylic paint enabled me to use the form with more
complete control of the surface. I would like to contrast
theses architectural forms to a similar line of paintings of
"softer"
subject matter, with more flowing, meandering lines,
possibly these to be tried in oils. Or, if acrylics were
used, I might experiment with some way of softening the form,
maybe by superimposing smaller forms.
Because of my feelings about size of paintings, I might
try similar architectural images in large scale on a building
wall.
ILLUSTRATIONS
The following two pages contain four examples of






































The following six pages contain drawings and working
diagrams with color notes for three of the four paintings
done for this thesis. The working diagrams were done on
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The following page contains photographs of some
of the paintings, taken as the work progressed.
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Every generation must rethink the problem of reality
and what of its aspects belong to painting. So the history
of art finds itself endlessly varied. The following quota
tions illustrate this by giving the viewpoints of artists
and authors from various times and places, on the uses of
abstraction, reality, and subject matter.
Image to Abstraction
GEORGIA O'KEEFFE
O'Keeffe studied during the summer of 1912 with a
disciple of Arthur Dow,
". . .a teacher imbued with the principles of Oriental
art, Dow emphasized that abstract design was 'the
primer of painting,
'
and he encouraged his students to
produce an art which would subordinate the imitation
of nature to the 'flat
relations'
of the design,"
(Life. March 1, 1968, p. 50)
PIERO DELLA FRANCESCA
", . .he actually has a powerful streak of realism in
him, and gets it across by means of a formal
abstraction,"
(Venturi, Piero della Francesca, p. 10)
"Here is how he defined his art: 'Painting is nothing
else but a demonstration of planes and solids made
smaller or greater according to their
term.*
(By 'term'





PIERO DELLA FRANCESCA (Cont.)
"Even the beauty of the walled hill- town in the
background of The Finding of the Cross cannot be said
to stem from the perspective in~which we see it, for
the houses are built up flatly, vertically, in the
medieval fashion; rather it is the all but abstract
simplicity of the forms of the houses, together with




/Stuart Davis_^7 "elaborate exercises of painting and
re-
painting an egg beater taught him 'how to subject
nature to two ways of thinking at once and how to com
bine the results at will.'"
(Barker, From Realism to Reality, p. 16)
MARIN
Marin painted watercolors "directed toward achieving
the visually dynamic impact which was always for him the
major significance of the whole world of sense experience."
(Barker, p. 22)
PIERO DELLA FRANCESCA
"In any number of his paintings we find that each
figure and object aspires to the state of a geometrical
form. I say
'aspires'
advisedly, for aspiration is the
secret of his art. The vitality of his pictures is sus
tained precisely because, for Piero, pure geometry was a
goal he took care not to reach. Take the tree and the
second angel in the London Baptism; both of them long to
become cylinders or columns, and both of them accordingly
assume an enigmatic stateliness. Yet they remain very
much a tree and an angel, their presence made even realer,
more physical by their well-rounded geometrical solidity.
"Plato regarded absolute beauty as existing solely in
geometrical forms. Piero evidently agreed, and the beauty
of the Queen of Sheba' s retinue in the Arezzo frescoes is
largely due to an almost cylindrical roundness of form.
"The yearning for geometrical regularity is stronger in
Piero'
s work than in that of any other Quattrocento artist;
it is, in fact, the corollary of his ideal of monumental
structure." (Venturi, p. 14)
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Image to "Reality"
"Naturalism and realism are words of varying signifi
cance. . . . Each country or school which shares in this
urge towards realism offers us very different aspects of
its interpretation." (Lafuente, The Paintings and
Drawings of Velazquez, p. 6)
"These three ends of art persist throughout history,
but sometimes one and sometimes another is predominant.
We might call the three purposes Symbolical, Poetic and
Imitative. Naturally, if a painter has a choice in the
matter, he will paint for the end most .congenial to his
temperament: if he is an introverted type he will not
normally paint imitative (objective) pictures; if he is
an extrovert, he will not paint poetic pictures. But
actually it is not so simple as that. Everyman, as
Paracelsus said, is the son of two fathers: one of Heaven.
the other of Earth. He is compounded of mind and matter,
body and soul, sensation and sensibility. If he is an
artist, he can serve his god or his patron with either
side of his nature. It thus comes about that whether art
is symbolical, poetic or imitative, it can still be
materialistic or transcendental. . . .
"If the intention of the artist is poetic--that is to
say, if his purpose in painting a picture is to create a
mood, a state of disinterested pleasure or pleasurable
contemplation, then he may still use earthly or heavenly,
real or super-real means. Nothing could be more ideal
istic or 'literary' than the theme of a painting by
Poussin, yet the figures he employs, the landscape he sets
them in, every detail of plant and flower, is drawn from
nature. The theme of Chirico 's picture, The Disquieting
Muses, might almost be a satire on the theme of
Poussin'
s
Inspiration of the Poet. The natural landscape is re
placed by an entirely artificial one: instead of trees a
prison- like building and factory chimneys: instead of
idealized human figures, stuffed dummies and a plaster
cast. Yet out of these artificial elements Chirico builds
up a poetic atmosphere- -not, indeed, the poetry of the
Cid, but definitely that of The Waste Land.
"That an imitative art giving a superficially real
istic representation of objects existed in ancient times,
we know from certain references in Greek literature, but
this type of art has never been valued very highly by
philosophers or connoisseurs, and extraordinarily little
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of it has survived from any past age. It was rightly re
garded as a clever trick rather than as creative art, and
the invention of photography removed the last justifica
tion for it. But there is a naturalistic type of art,
which while in no sense 'photographic', does try to convey
the quality and direct experience of the objective world.
It is represented at its best by a landscape painter like
Constable or a figure painter like Degas. Its method is
selective: it is realized by the painter that perception
itself is selective, and that the vividness of our sensa
tions does not depend on the inclusion of every detail,
but on the exclusion of everything unessential. It becomes
the painter's task to pick out the significant details and
combine them in a significant design. It is a question of
economy rather than exactitude, of impression rather than
imitation. . . .
"Naturalistic art, even impressionist art, is still of
the earth: is there an art that is an imitation of tran
scendental values, that is to say, of ideas themselves? I
think there is, and that it is the basis of modern 'ab
stract'
art. An art which is concerned in an entirely
non- representational manner with the harmonic relationships
of lines and shapes and colours is an art which imitates,
and imitates very closely, certain very definite and con
crete elements. Here is no impressionism, no poetry, no
symbolism; but something as exact and representational as
a mathematical diagram. Mathematicians claim that some
at any rate of their formulas are beautiful: what then
is the difference between the plastic representation of
such a beautiful formula and an abstract painting?
Essentially, there is no difference at all. . . .
"Abstract art, which strikes some people as the most
strange and uniquely modern of all forms of art, is
therefore essentially as old as that art which studies
the elements of form and number embodied in the structure
of the
universe."
(Herbert Read, Philosophy of Modern Art, pp. 85-88)
AARON BOHROD
Bohrod claimed to have used "expression within a
realistic framework, with the reality carried to so in
tense a degree that it becomes almost
fantasy."
(Bohrod, A Decade of Still Life, pp. 51-52)
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PAUL KLEE said:
"Art does not render the visible; it renders
visible."
(Barker, p. 3)
WILLIAM BLAKE, a hundred years before, told how he captured
his visions:
"I look through my eye, not with
it."
Again:
"Every kind of painting that exalta perception over
conception to that degree reduces itself to spiritual
superficiality."
(Barker, p. 3)
SHEELER pursued exercises in semi-abstraction to advance
"to a new kind of realism; by fastidious omission of
detail and tightening of shapes he often achieved the
effect of essentializing a
structure."
(Barker, p. 28)
"Many times /Sheeler7 reaches the verge of abstrac
tion itself, even in images which may seem semiphoto-
graphic to the casual eye.
/Sheeler'
s7 "compositional procedure is to analyse a
scene into a series of planes followed by a readjustment
of them into a pictorial equivalent.
"Sheeler'
s adjustments are relatively slight so they
often escape notice. Such departures from naturalistic
exactness, together with the abstract quality of the il
lumination, are essential to the strangeness extracted
from or imposed upon the familiar." /clear- lighted
austerity/ (Barker, p. 3U
GEORGIA O'KEEFFE, in early work
"painted enlarged flowers to startle the eye with semi-




'^Tciward Hopper ' s7 romanticism depends on a large degree
of realism to make it effective, concentrates on images
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almost to the point of naturalism, 'but rather than repre.
sent they re-present. . . . The concept is the mood.
The images could happen in nature but actually happen
only in he painter's
mind."'
(Barker, p. 41)
"/Hopper's/ famous statement made in 1930 deals with
inexact processes: "My aim in painting has always been
the most exact transcription possible of my_ most intimate
impressions of nature. . . I have tried to present my
sensations in what is the most congenial and impressive
form possible to me. The technical obstacles of painting
perhaps dictate this form. It derives also from the
limitations of personality. Of such may be the simplifi
cations that I have attempted.'" (Emphasis mine.)
(Brian O'Doherty, "Portrait: Edward
Hopper," Art in America, Dec. 1964)
ANDREW WYETH
/Wyeth7 "registers perceptions that seem minutely
exact, anH give surprise of more than was known to be
there. Despite meticulous details, the
'more' is not




VIRGIL BARKER, Author of From Realism to Reality in Recent
American Painting, says:
"The classic vision minimizes the individuality,
aspires to impersonality, universality, and realizes a
state of serenity. Classicism can become so intense
that it radiates something like the romanticism of the
strange." (Barker, p. 35)
MAGRITTE
"... subversive, seemingly prosaic realism of
Magritte."
(Rubin, catalogue Dada, Surrealism,
and Their Heritage, p. "5u")
_
"In an attempt to create a purely poetic image, he
/Magritte/ sought to by-pass modernist painting, though
the handsomeness and economy of his compositions recall
his apprenticeship as an abstractionist. The originality
of his images
. . .
lies in the secret affinities between
dissociated objects revealed by means of Lautreamont 's
poetic principle." (Rubin, p. 91)
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"In /Ragritte's7 Personal Values the wall of the room
is made of sky, through the technique of scale dis
sociation, the toilet articles have been rendered Gargan
tuan. Though anticipated by Redon, this effect has
derived directly from results obtained in collage when
fragments of images taken from sources with different
scales were juxtaposed." (Rubin, p. 93)
DE CHIRICO
"The only seemingly
'invented' forms we see in De
Chirico 's paintings are the mannequins. . . . But these,
too, have a realistic source, insofar as they were par
tially derived . . . from tailors' dummies."
(Rubin, pp. 80, 82)
"De Chirico rarely altered or abstracted the objects
he represented. As in dreams, the approach to reality
was selective, but the prosaism of dream imagery was
maintained."
(Rubin, p. 80)
/This does not negate the fact that the exterior aspects
of reality were retained only for purposes of the func
tion they served in creating enigmas- -D.A. Q .Zj
'"Yet even if the exterior aspect of the object is
respected,' Breton observed, 'it is evident that this
object is no longer cherished for itself, but solely as
a function of the signal that it releases. . . . /ae
Chirico7 retains only such exterior aspects of reaTity
as propose enigmas or permit the disengagement of omens
and tend toward the creation of a purely divinatory
art.'"
(from L'Art Magique (Paris, 1957), p. 42) (In Rubin, p. 80)
MAGRITTE
"Alain Jouffroy ... in relation to the Magritte
exhibition held in Paris in the winter of 1955-56 . . .
concludes that Magritte' s works come from 'something
other and something more than painting and literature
exactly'-- 'They offer the mind a peculiar liberty, in
which the strangest adventures are risked.' So, for
Jouffroy, the apparent academicism of
Magritte'
s paint
ing conceals 'an anticonformism more profound and more
sincere than that in which most abstract painters would
have us believe.'
"As Jouffroy has noticed, academicism for Magritte is
a means, and not an
end." (From "Magritte un grand sur-
realiste," in Arts, no. 548 (Dec. 28, 1955-Jan. 3, 1956),
p. 11.) (Matthews, An Introduction to Surrealism, p. 55)
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Regarding SURREALISTS:
The observer must always ask himself:
"What contribution is made by the painter's technique to




" in Cahiers d 'Art
,
no. 5-6 (1935), p. 220.) (Matthews, p. 55)
"Hugnet could assert that, for a Surrealist examining
a picture, 'only its hidden content
counts.'"
(Matthews, p. 56)
The mechanical trompe-l'oeil exactitude of technique
is often criticized as epitomizing Surrealist painting.
Actually the purpose is the content beyond the subject
matter itself, or its treatment. (From information on a
placard at exhibition, Dada, Surrealism and Their Heri tage ,
March 27 -June 9, 1968, Museum of Modern "Srt, New York!
LEGER
"In 1937, Leger wrote, 'It would require no great
effort for the masses to be brought to feel and understand
the new realism, which has its origins in modern life it
self, the continuing phenomena of life, under the influence
of manufactured and geometrical objects, transposed to a
realm where the imagination and the real meet and inter
lace.'" (From "The New Realism Goes On," Art Front (New
York), February 1937, pp. 7-8.)
(Lippard, Intro, to Pop Art, pp. 16-18)
EDWARD HOPPER
"As tragic drama is stripped of irrelevant chatter,
Hopper's compositions are never contaminated by para
phernalia and litter. The objects he paints are not
simply still-life representations or anecdotal props:
they have been projected into the realm of ideas, dis
tilled to their essence by a mind that has scrutinized
the world of artifacts again and again. ... He has often
said that what he is trying to paint is himself. This
thought is expanded in one of his favorite quotations,
from Goethe, which defines the goal of literature as 'the
reproduction of the world that surrounds me by means of
the world that is in me, all things being grasped, related,
re-created, moulded and reconstructed in a personal form
and an original
manner.' Again: '. . . outside and in
side at the same time.'" (William C. Seitz, essay in
catalogue Sao Paulo 9, p. 23)
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GIORGIO DE CHIRICO
"For de Chirico, Bocklin's technique was so exceptional
it made the real appear unreal, the unreal real. . . .
"To make the unlikely seem instantly credible was to
become a main preoccupation of de Chirico 's entire early
career."
(Soby, Giorgio de Chirico, p. 25)
"Nietzsche's role in the evolution of de Chirico' s
metaphysical'
still lifes is important. . . . Nietzsche
proposed a lyric reappraisal of everyday objects and
scenes, suggesting an ulterior meaning beneath surface
appearances. In The Birth of Tragedy , for example, he
declares: 'Indeed the man oT philosophic turn has a fore
boding that underneath this reality in which we live and
have our being, another and altogether different reality
lies concealed, and that it therefore /The latter/ is also
an appearance; and Schopenhauer actualTy designates the
gift of occasionally regarding men and things as mere
phantoms and dream-pictures as the criterion of philosoph
ical ability.'" (Friedrich Nietzsche, The Birth of
Tragedy , p. 23, from The Complete Works of Friedrich
Nietzsche, edited by Dr. Oscar Levy, London, T. N. Foulis,
1909.) (Soby, p. 28)
"De Chirico wrote in an unpublished article of 1912,
called 'Meditations of a Painter' (Appendix B) : 'A truly
immortal work of art can only be born through revelation.
Schopenhauer has, perhaps, best defined and also (why
not) explained such a moment when in Parergar und Parali-
pomena he says, 'To have original, extraordinary , and
perhaps even immortal ideas, one has but to isolate one
self from the world for a few moments so completely that
the most commonplace happenings appear to be new and
unfamiliar, and in this way reveal their true
essence."
(Appendix B: Manuscript from the collection of Jean
Paulhan.) (Soby, p. 28)
"De Chirico stays away from territory of fantastic-
grotesque, and paints what might be
called
'jarred'
reality in which chimerical allusions are restrained
and held in careful, and therefore more disturbing,
relationship to the plausible and the known. Our cre
dulity is not destroyed but
upset.' De Chirico seems
to have avoided total fantasy for the simple reason that





"Gauguin recognized that the unusual power of
Cezanne's works, their individual style, . . . was




mind, he invented nothing, he painted merely what he
perceived. But--he perceived in an entirely individ
ualistic
way." (Kurt Badt, The Art of Cezanne, p. 270)
ANTHONY DONALDSON, image-making British pop artist
"Donaldson's sources and references are the cus
tomary Pop Art ones: 'Recognition, both inside the
painting under its own terms and outside through asso
ciative references, is important to
me.'" (From Derek
Boshier, in The New Generation: 1964)
(Lawrence Alloway, "The Development of
British Pop," in Lippard, Pop Art, p. 62)
APPENDIX B: DIARY NOTES
This is a running dialogue with myself which I kept
during the period of painting the thesis project. There is
no attempt made to edit this. It has been included simply
to show how some problems appeared to me as I worked.
When a statement's reference is obscure, the painting
is identified in parentheses after statement.
Wednesday 1st Week
Began work on Windows .
Color:
Mural size: Paint intensity has to have some relationship
to size--or does it?
Must consider what if any relationship is necessary.
Frescoes at a distance increase in definition of color where
contrast is slight, and soften where intense.
Surface: 'Want it to carefully not attract attention.
Wednesday 1st Week
Decided not to use tape--at least for awhile.
Yesterday I even wiped some of the edges of areas where I
didn't want much definition between colors.
Color is a large consideration to me. Shock or subtle?
Thursday P.M. 1st Week
Are the colors beginning to look like fresco colors?--
too bright maybe.
Probably must at least dull them down--make red more purple-
black. But I'll wait and see after right side is completed,
Should I follow idea of relation to fresco color? See Piero




Getting the correct shade and color into position from sketch
is rather like a jig-saw puzzle. For example, the color of
a certain area may be designated as 3rd in a series, and
equal to an area in another part of the painting which in
turn relates in a particular way to several other colors
around it, and perhaps being equal in value to a 3rd one
elsewhere.
And of course, even when it's possible to successfully carry
out the original idea, the result may not be as telling as
desired, in which case changes are made.
This is further complicated by the way the acrylic colors
themselves often unexpectedly change with the addition
of an extra color to the mixture. This has to then be
discarded and the process of mixing begin afresh.
Also it is easy to add too much of a color to a mixture if
the addition is not made in small amounts and well mixed
after each. This proves to be a lengthy process. Have
worked on mixing of a color for an hour.
Decided that quality of paint color has to be ignored in favor
of shade in high key range in acrylic.
In fresco paints there are colors which are both soft and
rich at the same time. This proves not to be possible with
acrylic paint.
Notes end of 1st Week
Feel like I'm doing a "paint-
by-numbers11
thing.
I'm enjoying playing with dividing lines. For example, a
black and white painting of windows from before this series
has a vertical line from top to bottom in center of painting.
The vertical framing in Windows minus one inch is 1/3 of way
from right side.
Perspective I find boring to look at usually, so have chosen
to largely ignore it. If I wish I'll use a free approxi
mation of it.
Color: Varied manners of using color
"Ordinary" (apparently) with a punch added.
Fresco? Since previous ones used deep tones, might be
interesting to explore light ones.
Will colors be spoiled by varnish? Don't want them heightened.
Mars colors: Black, green, red, umber.
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Notes end of 2nd Week
Seems that most of the week was spent fighting with myself
to cover the areas and then worry about each color, or to
try to make each color work as put down- -Turned out as a
compromise actually.
(Insert color print of 1st covering.)
Also spent time on new sketches and stretchers and preparing
canvases, etc., as I changed my mind about using some of
the sketches I had prepared, so needed new canvases.
More Notes end of 2nd Week
Over 43 cups of paint left at end of Windows- painting.
Actually used more colors than that.
Clouds painting begun.
Think I'll abandon idea of canvas down middle of Windows, and
just darken strip down middle. This should make a more
integrated painting.
Monday 3rd Week
Re Windows: Darkened 2nd darkest line of separation of 2
windows
. Works much better.
Reinforces idea of clumping color values for strength in
composition, rather than too striped or checked feeling of
indiscriminate lights and darks.
Remove purple line of railing! It worked successfully but
seemed a cheap solution, and becomes more and more offensive
to me.
Tuesday 3rd Week
Finally was able to get books- -Piero della Francesca and
XV Century Painting. Spent good bit of time with them.
Fra Angelico's Annunciation, detail (p. 99, XV Century) shows
a beautiful example of a high key palette.
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Concerned with where this type of painting leads.
Where does hard-edge "go"?
Normal progression?
Have been using color for shock--or surprise- -seems ordinary
but with a difference. Tried to take it as far as I thought
would be accepted and not considered too impossible by some
people, but too much for rest.
Now exploring subtle possibilities.
Frescoes offer an example. Broad areas suit my feeling of the
painting.
The painting I've enjoyed doing most up to now has been
expressionistic.
And it rather seems that this is the exact opposite both in
concept and treatment, though it follows an idea I've had
for a long time, and pushed always into the back of my
mind because I couldn't conceive of doing it in oils.
As soon as I decided to work with acrylics it seemed immedi
ately the natural thing to try.
In Windows the greater interest is supposed to be in the
area of the left side, with the right side acting as a foil,
more stark, flat and dramatic as compared to the left side.
The left area was intended to be subtle in color variation
and emphasize depth by variations of shade.
I'm somewhat concerned with the tediousness of the approach
as a lasting thing and would like to see my way beyond it
to a looser approach.
But for the moment I'm pleased enough with it because it
brings into focus color and area and shape relationships
as never before. The pleasure is, however, definitely not
in the act of painting, but in the planning and final result
when it works.
Just now I wouldn't want to change it, and perhaps in time
it will be modified--certainly I don't want to deliberately
break into it at this point.
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Expressionistic or formal? Dichotomy?
How tie in with my other painting?
Where does hard-edge in general go?
Not a normal progression.
Depended on contrast of a kind, now subtle.
De Chirico influence.




Piero della Francesca. p. 36.
Checker- board effec t background
.
Baptism of Christ.
Background checkered, figures plain, p. 37, 47 (beautiful).
Seems a strange thing to do.
Middle Ages --Formalism.
Architecture flattened out on picture surface.
"Color-light?", p. 46.
Two colored coats, rubbed? Try someday.
Various considerations as I go--
Fresco color
Surface
Quality versus shade of paint
Divisions
Type of color? variations
Monumental
Subtle color combinations tried because of success of Morandi 's
apparently simple colors of bottles seen in Museum of Modern
Art. These I found very exciting. But though I am very
pleased with some of the particular color combinations I
used, I am more excited by the more dramatic of my paintings.
Light meter readings:
Left top corner is lighter (157c brighter).





In sketching the outlines on the canvas, the question arises
of how sensitive a line to use. I noticed that I'd in
stinctively used a simply blocky line. Too detailed a
line would not have done, but would I, with the simple
one, be able to avoid a postery feeling? I must see later.
Tuesday 4th Week
Re Clouds:
White streak across bottom of painting looked vibrant and was
terrific before actually being pain ted- -with the original
surface of white gesso, in other words.
But after I'd painted the right side of the stripe with white
acrylic, it looked very cold and inert. Could it be because
the painting is mostly cold and so the warm white reacted
positively to it? It doesn't feel cold to me, though others
who see it say it is.
Tuesday 4th Week
I kept records of colors used because their ingredients are
so unexpected-- I'm glad I did. It's proving interesting--
for example: Clouds-- It all seems relatively warm and soft
to me despite fact that some colors have only black, white,
and blues.
Color is always important, but these paintings seem almost
entirely to live or not on the basis of their color content.
Wednesday 4th Week
Finished Clouds. When, to compare and see if the cloud color
suited me, I put acrylic white over the right half of the
white strip, it turned static and cold looking and refused
to function as before. So I approximated a canvas tone,
painted it in thus, and covered it again with a coat of gesso,
Wednesday 4th Week
Started painting Tree.
Found that though either dark rich opaque tones, or light
tones, cover fairly well, the transparent greens, middle
tones, are awful splotchy and refusing to cover. Most of
the bright colors are like this, but with others it doesn't
seem to bother me.
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Painting does not seem to me to have a theory as such, but
is a visual thing.
I am concerned primarily with subject matter as an arrange
ment of color, location, and shape, and juggle them accord
ingly.
I sometimes feel that the whole area of easel painting is
outmoded and equate it somewhat with painting on china,
pleasant and perhaps nice to hang on a wall occasionally.
Most of it not that.
Possibly I'm being too hard on it, and maybe it is as useful
as most things in the present world or maybe more so?
Perhaps it has to do with the quality. That would seem likely,
This may be why I'm leaning toward architectural subject
matter--I believe architecture is today's true art.
One thing this straight-edge painting has done for me is to
make me much more conscious of what goes into a painting in
way of color. When it works naturally, as it often does,
it's fine. But I find that when it doesn't, it's like an
explosion in a paint factory. And I don't even know why.
(Tree)
I do not think of myself as a straight-edge painter. That
aspect as such really does not enter into my own concept of
my painting. It seems rather to be a manner of presenting
the painting.
Wednesday 5th Week
All week I've tried to work on this Tree painting and at this
time feel it is impossible.
At one moment when I look at it I am certain that it is im
possible and will never be resolved. And then I feel that
the only thing to do with it is to change it to an extent
that would virtually destroy its original intent.
I felt I might do the left side all in neutrals, except the
purple diagonal, leaving only the right side in color.
Then I thought I might cover a big chunk of the left side
completely in white, and stiffen the lines of the tree.
Then I became more objective about it, line for line, and
decided that there is no real reason that it could not be
resolved without too much effort, and almost in the original
context.
Then again I feel that, even so, if resolved it would still
have no reason- for-being.
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I have decided that the problem lies, possibly, not in an
actual limitation of the method and media, but in having
come to an emotional impasse. I cannot be as immersed as
I have been for weeks in the severe architectural systems
of Windows and Clouds and suddenly pick myself up and
deposit myself in the midst of this pseudo- romanticized,
curvilinear thing. It is like a stage-set, which shouldn't
have to be an ugly word, but is to me in the present con
text. On a purely objective plane, there is no reason that
a stage-set could not be good, or even fun to do. I can
imagine that at another time I could enjoy it and do a
creditable job of it. But just now, to me, it (Tree) is
so totally foreign to my relation to painting that I cannot
relate to it in any positive manner at all. It makes me
feel rather ill to look at it.
I feel that possibly with use of a freer style I could cut
through areas, combining, or whatever might be necessary,
with enough speed to capture an answer.
But to use a pencil to outline a pattern, sometimes also a
straight edge, to mix a color at length, to try it out, and
to tediously re- follow this outline with each new decision,
seems to preclude radical change, especially when one is
emotionally involved with the nature of the previous 2
paintings.
Perhaps in part it reduces to the degree of reality, in treat
ment of the subject matter, with which I can exist?
Of these 3 paintings, I find myself most in sympathy with
Clouds, possibly as a contrast to Tree. Probably this is
because I see it as extremely orderly and precise, with the
clouds representing a degree of fantasy, also ordered. So
it seems to me to function as an integrated whole.
Question:
What makes this work in sketch and not in painting? (Tree)
Answer:
Color: Image is not a silhouette in sketch. Trunk appears
slimmer when dark, more fragile-- less real.
Sketch is smaller in scale and without color contrast. There
fore sketch is not so obviously theatrical.
In this painting, the whole (sum total) seems to be symbols
rather than reality, all emphasized when contrast is evi
dent and scale is increased.
6th Week
Tree came out surprisingly well.
Closer values and truing up edges contributed,
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Re: Doors:
Made a trip to Buffalo to double check sketch and familiarize
myself with it again.
My preference keeps switching between the paintings.
Later Notes:
On rereading the previous notes I think I was on the right
track with my evaluation of the early version of Tree. It
looked like a group of symbols, all artificial, and I con
nected the format with the South, and wanted the real thing
down on canvas or something else altogether--not a poor
replay. The final result may be far remoyed, but not faked,
Overall, I made relatively few changes from my original ideas,
I still switch preferences between the paintings.
More than ever I feel that they should be surrounded by large
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